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Predynastic Jar 


gyptian, Predynastic, ca. 3100 B.C 


Diorite 


H: 17 em (66 in) — D: 12 em (47 in! 


Egyplians were 
shapes and high technical execution were hall 
marks ol Egyptian style in the Predynastic and 
throughout the Old Kingdom periods. Later, the 
as they were substituted by soft calcite [Egyp- 
tian alabaster). This tall bowl with ovoid body, 


fut stone makers; perfect 


rounded rim, two tubular handles and a disk 
foot is made of diorite an extremely hard meta- 
morphic rock. It was valued for its hardness and 
the shining effect obtained by the high polish in 
sculptures or vases. The abstract design of the 
light color inclusions produces a highly decora- 
tive effect 


Stone vases were considered first-rate luxu- 
ry objects: they appeared in royal tombs and 
graves of the elite. These stone vessels were 


used as containers of cosmetic oils and oint 


ments in daily life; their thick walls helped keep 
the substances cool. They also played a promi 


nent role in religious ceremonies (as offerin 
in the temples for frequent anointment of stat 
ues and other cult objects] and funerary rituals 
(lor the preparation of mummies). Therefore, 
it is not surprising that a significant number 
els were regularly deposited in 
sanctuaries and funerary settings. Stone ves 


sels 
to members of the ruling family, outstanding of 
ficials, and other favorites, 


erved as customary gifts of the pharaoh 


CONDITION 
Reassembled; surface weathered; cracks in places 
a chip on the wall and a chip on the bottom. 


PROVENANCE 
Ex- private collection, 19th cen 


tury: Milord 
Antiguites, Quebec; European private collection, 
4 May 2014. 


“Diorite vessels were valued 
for their hardness and the shining 
effect obtained by the high polish...” 


Cycladic seated female figure 
Cycladic, Early Spedos Variety, Early Cyeladie I, 


Keros-Syros Culture, ca. 2700-2600 BC. 
Marble 
H: 15,6 cm (6.1 in) - W:78 em (3 in) 


The well-proportioned, expertly carved and very 
well preserved composition ol this masterwork 
sa most appealing and rare example of Cyclad- 
ie Workmanship. The female folded-arm figure 
seated on a stool belongs to a larger group 
that includes male figures similarly seated. Of 
these, the harp players are the best known and 
‘most numerous. 


In profile, the figure leans forward slightly, as 
it she is about to stand up or has just sat down. 
Her feet (with mildiy concave soles) are partly 


Inthe 1970s, excavations inthe cemetery of Ap Virtually 


lomata near the main town of Naxos, uncovered 
seven seated female figures. Six of the seven 
were carved with a stool, all female with folded 
arms. The seventh is a female carved with an 
‘elaborate chair. 


Although we de not know what being this seated 
figure represented, there is a certain undeni- 
able charm about her robust presence. Certain 
features worthy of note include the backward 
tilt ol the head, the short stocky neck, the con- 
ventional arrangement of the arms inthe right- 
below-lft position, and withthe elbows carved 
‘on the body and the forearms tapered. The up- 


detail that appears to be very rare, if not unique. 


collection, acquired 
of Art, New York, 18 August 2016. 


Cycladic seated male figure 


Cycladic, Early Spedos Variety, Early Cycladic Il, 


Keros-Syros Culture, ca. 2700-2600 BC. 
Marble 
H: 15.3 em (6 in) — W:74 cm (29 in) 


Among the surviving Cycladic marble figures, 
represented mostly as reclining figures with 
folded arms} the seated type is more unique. 
For this early period of figurative sculpture, to 
conceive and execute a seated figure [which 
sometimes holds a musical instrument or a 
drinking cup] and a piece of furniture trom 
entire block of hard stone required a certain el 
‘vated degree of designers skills necessary to 
visualize the composition and balance the parts. 


This rare masterwork is perfectly symmetri- 
‘al; the central axis is straightened by the nose 
line and the groove dividing the Lower legs. The 
axis is reflected in the deep incision on the 
back marking the spinal column. The figure 
looks massive compared to the low, four-legged 
‘stool; Ihe high neck emphasizes the face turned 
upward. Seen from the side, one can notice 
the slight forward inclination of the torso and 
neck so that the protruding amygdaloid shape 
ol the head could receive enough room within 
the compositional frame. Because the female 
breasts are not articulated, which would be 
mare common in the female representations, 
‘one may conclude that this sculpture depicts a 
male person. The exact meaning and function 
of Cycladic idols is not known, supposedly, they 
were votive offerings or ritual objects. 


CONDITION 
Virtual intact: ight shoulder bruised and ends 

of feet slightly damaged; Surface in good condition, 
partially discolored by mineral ich burial sot won- 
rich deposits on the Iront o the stomach and legs. 


PROVENANCE 
Ex- private family collection, France, 1940's or 
earlier; Galerie La Reine Margot, Paris, 1964; 

Ex- Ernest Ascher (1885-1978 collection, Paris, 
acquired prior to 1978; Ex- Mr. Voie [b 18971 and 
Mrs. Magali Page collection: thence by descent to 
the Brunot Page collection: US private collection, 
acquired from Ward & Company Works of Art, LLC, 
New York, 2015. 


Ceremonial fenestrated axehead 


Phoenician, early 2nd millennium BC 
Gold 
10.4 cm (4 in) x 72 cm (28 in) 


Tis gica caren vin I mada ot 
‘Solid gold, cast in a bivalve stone mold. The har 

i ¿le was inserted to the socket, whose Inner 

N A incorporates a net patern made po in 


gelé strips arranged in a diagonal criss-cross 
pattern. The semi-ellipsoidal blade tapers 
/ ‘gradually to the cutting edge, which is not com- 
pletely sharp. There are two large openwork 


Soy ovals adjoining the socket: looking ike glasses 
or small windows, this type of tool is called a 


“fenestrated axe”. The outline is bordered with 
2 thick lip, while a straight horizontal rib sepa- 
rates the blade into two halves. This is an e 
4 traordinary work ef art, no only for its state of 
preservation and the use of gold, but also be- 
y cause o its shape and the pure elegant propor- 
tions that harmoniously combine the linear ele- 
ments {net pattern of the eye, central ribl with 
the rounded lines of the silhouette and central 
‘openings. This formal clarity is perfectly pleas- 
ing to modern aesthetics. 


CONDITION 
Intact; inner net pattern slightly deformed: some 


“This magnificent ceremonial treasure 
has a formal clarity that is perfectly 
pleasing to modern aesthetics...” 


Portrait of the Queen Arsinoe II 


(275-270/268 B.C.) 


Greek, Hellenistic, 3rd century BC. 
Marble 
H:355 cm (139 in) 


The features reflected in the modeling of this 
marble head are undoubtediy individual and 
suggest a portrait, all characteristics lead to 
the conclusion that this is most probably Ihe im- 
age of the Ptolemaic queen, Arsinoe Il. Daugh- 
ter of the first kings of the Hellenistic Egypt. 
Ptolemy I and Berenice 1, she got married to 
Lysimachus, one of the successors of Alexander 
the Great, and became queen of Thrace, Asia 
Minor and Macedonia. Alter his death, she ar- 
rived in Alexandria and married her own brother 
Ptolemy ll. a customary practice in Egypt; both 
were given the epithet Philadelphoi (sibling-tov- 
ingl. Her hairstyle is arranged in several coiled 
braids (the so-called Melonenfrisurl. Above the 
forehead there is a diadem, an exquisite piece of 
jewelry to mark her royal distinction. 


As typical lor many marble works produced in 
Hellenistic Egypt, only the front half of the head 
was carved from the exported, and expensive, 
while marble; the back side [usually covered by 
a veill was modeled in painted plaster, wood, or 
limestone. The left ear has a hole in the lobe 
made for the placement of a gold earring. There 
are also two holes below the ear on the neck, 
apparently made to affix an attribute. Following 
the unique iconography of the queen, this could 
be a small horn, the sign of the queen's asso- 
ciation with the Egyptian powerful god Amun or 
Khnum. 


CONDITION 
No restorations or repairs: surface weathered with 
yellowish-grey patna; some encrustaton in places; 
an iron dowel in he middle of the back, superficial 
wear throughout: a hole or an earring in the 
earlobe, two drilled holes below, probably forthe 
attachment ot an attribute 


PROVENANCE 
Ex- Or: Heinz Hoek private collection, Basel, 
Switzerland, 1960-1970 3; an Etruscan ed 
amphora and an Attic plate Irom his collection were 
acquired by the Metropolitan Museum of Art. 


“As Arsinoe was deified 
during her lifetime, 
her honorific statues were 
erected in Egypt and many 
places throughout the 
Hellenistic world...” 


Mummy mask 


Egyptian, Roman Period, Ist century A.D. 
Plaster, pigments, and gilding 
H: 267 cm (105 in) 


One of the goals of mummification and its as- 
sociated rites was to preserve the body for the 
deceased's ka, or life torce. Much care was also 
taken to create other funerary equipment such 
as masks, sarcophagi, and statuary with life 

like images of the deceased, which could act 
as a substitute for the body should harm befall 
the actual mummy. These masks covered the 
head land sometimes shoulders) and served to 
protect the head of the mummy both function- 


ally and magically. Often created of cartonnage, 
elite versions could be gilded. A gold color was 
used because of the ancient Egyptian belief that 
the skin of the gods was made of gold, an im- 
perishable and brilliant material 


The influence of Roman funerary art and prac- 
tices is very much apparent in this mask, which 
displays facial proportions and modeling de- 
rived from the Roman tradition of realistic por- 
traiture rather than idealizing Egyptian proto- 
types. Made of plaster and hollow inside, the 
mask is carefully molded and painted, with gild- 
ed skin, and dark, painted hair further embel- 
lishing its striking visage. The man has short, 
curly hair and wears a floral wreath atop his 
head. It alludes to Wreaths of Justification, red 
or gold crowns that identified the deceased with 
the sun god and indicated that he or she had 
made a successful transition to the afterlife. 


CONDITION 
A tew lacks and tip of nose broken of; edges of 
some flower petals damaged: chips on the left 
eyebrow and cheek: gold surface scratched on the 
left cheek; some deposits. 


PROVENANCE 
Ex- Minneapolis Museum of Art collection: 

Ex- Thomas Howard-Sneyd (1941-2010) collection, 
Geneva, acquired from the museum in the 1950; 
Ex- European estate collection, acquired trom 
above on 27 June 1984; Sotheby's, New York, 

13 June 2002, lat 42. 


PUBLISHED 
Sotheby's, New York, 13 June 2002, lot 42. 

Art af the two Lands, Egypt from 4200 BC. to 1000 
AD, New York, 2006, pp 137-139, 201, no. 45. 


P 


“The floral wreath atop 
his head alludes to the Wreath 
of Justification, that identified 
him with the sun god and 
indicated that he has made 
a successful transition 
to the afterlife...” 


Bust of a Roman commander a 


« 
Roman, late Ist century A.D. tt F A £ XA 
Marble 


H:40 cm (157 in) 


This Roman man is most impressive for the 
appearance of sculptural richness which char- 
acterizes the portraiture of the Flavian period. 
The man's shoulders are wrapped in a cloak, 
poludamentum, fastened by a circular clasp, 
fibula, at his right side, The i 

ably reflecting the 

‘enameled bronze or gold disk. The cloak with 
fibula often seen on the portraits al 

was also worn by Roman military commanders. 


It well could be that the portraited person was 
an important Roman of high military rank. One 
can not miss the expression of sell-assurance 
and dignity that accompany the prominently 
‘carved features and carefully arranged curly 
hair, which were all appropriate for the portraits 
‘of the emperors and court members. 


CONDITION 
No modern restorations: complete except for the 
missing nape carved separately; the latter was. 
originally attached with the help of three irons pins, 
stil in place and corroded: surface weathered, 
some encrustation and root marks: a few fractures, 
on top of the head, another crossing the right cheek. 
and ear; a small dent on the left cheek; a chip on 
the left ear; a piece of cloak and base at the lower 
front was reattached. 


PROVENANCE 
Plaza Art Galleries, inc., New York, 18 March 1976, 
lot 315; Ex- Piero Tozzi Gallery, New York, acquired 
on 19 April 1976; Sotheby's, New York, 12-15 
January 1991, lot 48; Ex- private collection. 


PUBLISHED 
Plaza Art Galleries, Inc., New York, 18 March 1976, 
lot315. 

Sotheby's, New York, 12-15 January 1991, lot 48. 


“The cloak with fibula often seen 
on the portraits of emperors was 
also worn by Roman military 
commanders...” 
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Glass eyes 


CONDITION 


PROVENANCE 


Sarcophagus mask 


Egyptian, Late Period, 7th - 4th century BC. 


Wood (cedar or ebony) and polychromy 
H:30 cm (118 in) 


This wonderful wooden mask, which was part of 
an anthropoid sarcophagus, was once covered 
With stucco and painted in various colors. The 
Serene facial expression displays a discreet, 
gentle “smile” which is offen interpreted as 
the artistic manifestation o an inner feeling of 
peace 


It was attached to the lid by wooden plaques 
Inserted in the holes that are still visible and 
pierced asymmetrically, near the temples. 
This hollow mask was certainly intended to be 
placed on the body of the sarcophagus and fit 
the shape of the mummy. The figure that is rep- 
resented has no beard and wears a smooth wig: 
whose upper part is only visible through the line 

dicated in relie! above the forehead. Despi 
Slight asymmetry, the face shows delicate lea- 
tures that were accurately and skillfully mod- 
‘led; the idealized and somewhat impersonal 
‘expression does not enable us to give the man 

precise age. In each eye, the iris and the pu- 
pil still retain traces of polychromy [black]. The 
outline of the nose is clearly indicated, the lips 
are full. 


‘The quality of the modeling can be compared to 
the finest artistic production of the Late per 


CONDITION 
Cracks ol various depths throughout; deep crack 

on middle ol forehead/ef eye has been filled; two 
carved slots appear above each ear; restorations on 
areas of the lower cheeks; two modern holes on the 
back for attachment to stand. 


PROVENANCE 
Ex- Sayed bey Kashaba collection, 19105; 
Ex- Swiss private collection, ca. 19 

Ex- German private collection, 1989. 


“The gentle “smile” is often interpreted 
as the artistic manifestation of an inner 
feeling of peace..." 


Cycladic “Kontolean” idol 


Cycladic, Kapsala variety, early Cycladic 11, ca. 2700-2600 BC. 


Auributed to the Kontoleon Master 
Marble 
H:177 cm (69 in) 


Both simple and attractive in the design, this 
Cyeladic marble statuette conveys a seductive 
power to the modern artistic taste. 


‘According to the chronological and typological 
‘systematization of Cyctadic canonical figures. 
{rectning female figures with folded arms), this 
‘marble statuette belongs to the earliest stage 
and is assigned to the Kapsala variety (desig- 
nated atter the cemetery on the island of Amor- 


905 where the first examples of the type have 
been. 


Based on the execution of details and rendered 


Master, who was probably a native ofthe island 
‘of Naxos {the artists name is derived from the 
archaeologist Nikolaos Kontoleon, who enca- 
vated in the Cyclades. The characteristic fea- 
tures of the Kontoleon sculptor' style are fully 


recognizable in this work, The long oval face 
has broad cheeks and a plastically rendered 
nose (some examples demonstrate painted fa- 
cial details and hair. Ter ri 
the softly round shoulders and the olde 

frame ie plod breast at jst above hea 
pered forearms. The long thighs are contrasted 
with short calves which are modeled naturalis- 
tically. The knees are also indicated plastically: 
‘the feet, with lightly arched soles, are small and 
‘only partially separated. On the back, the spin 

was prominently incised. The profile of the fig- 
ure, which is nat thin, presents a group of forms 
illerentiated by a special arrangement. 


Ti site sé developed by the setter 
exact meaning and function of these Cycladie 


idols are not known, supposedly, they were vo- 
tive offerings or ritual objects. 


“Both simple and attractive 
in the design, this Cycladic marble 
statuette conveys a seductive 
power to the modern artistic taste...” 


CONDITION 
Surface cleaned; the back with remains of thick 
‘encrustation; broken across the knees and mended 
with restoration material. 


PROVENANCE 
Ex- Wolfgang Paalen (1905-1959) collection, 
France/Mexico; Ex- Dr. Paul [1896-1974] and Mary 
(1902-1984) Wescher private collection, California, 
acquired prior ta 1958; Ex- James B. Byrnes 

and Associates, California; Ex- Canadian estate, 
acquired in 1977. 


PUBLISHED AND EXHIBITED 
PT. MALONE, ed., The Collection af De and Mrs. Paul 
Wescher, The Art Center, La Jolla, 10 January-1é 
February 1958, no.2. 


11 


Pomegranate vase 


Roman, Ist century A.D. 
Glass 


H: 69 em (27 in) — D: 6:6 cm (25 in) 


Roman glass vessels shaped as fruit (grapes, 
dates, almonds, strawberries, lemons, acorns, 
and pinecones) are not infrequent, they create 
a group of various naturalistic representations: 
however, this vase in Ihe form of a pomegran 
ate is certainly unique. There is no other piece 
comparable in such a perfect preservation and 
beautiful glass color. The purple color is attrac- 
tive by itself, as well as it faithfully follows the 
color of the ripe frult, whose rounded shape 
with plain facets and the corolla at the top are 
realistically rendered. Vessels in the form of a 
fruits were used in everyday life and served as 
containers for perfume oils. 


Objects imitating fruit were mostly votive offer 
ings and mainly found in tombs. Pomegranates 
had different associations in Greek and Roman 
mythology. According to the myth, Persephone, 
daughter of Demeter, the goddess of fertility 
and vegetation, was abducted by Hades, god 
of the Underworld, who gave her some pome- 
granate seeds to eat. The pomegranate is now 
associated with Persephone, the queen of the 
Underworld, as a symbol of life in death. The 
multiplicity of the pomegranate seeds is an ob- 
vious symbol of fruitfulness and fertility: thus, 
it is no wonder to find the pomegranate as an 
attribute of Aphrodite, the goddess of love, or 
Hera, the marriage goddess, 


CONDITION 
Excellent condition; encrustations around the calyx. 
tone of the calyx lobes s lost 


PROVENANCE 
European private collection, acquired on the 
German art market, 2000, 


Tethys, the sea goddess 


Roman, 3rd - 4th century AD. 
Mosaic 
H:1079 cm (35 ft) 


The over-life scale of the woman's figure rep- 
resented in this mosaic suggests that the panel 
was part of a large figural composition cover 
ing the floor in a Roman villa, public bath, or 
fountain complex la nymphaeuml. The Roman 
villae of the Imperial period presented a series 
of rooms of dillerent sizes, where mosaics cov- 
ered the floors entirely. Some were designed as 
a combination of geometric and floral patterns; 
others presented mythological scenes framed 
by a broad ornamental border. 


Part of the original ornamental framing is pr 
served on the left side behind the back of the 
goddess, which was composed of twisted ele 
ments [chain or guillochel. The sea goddess 
floating among the waves is dressed in a long 
himation wrapped around her waist leaving her 
torso naked. The straight strands of long wet 
hair cover her shoulders, and two little wings, 
that like dolphins, complete her attire. Such 
an iconography confirms the representation of 
the sea goddess Tethys Ithe Greek label naming 
Tethys appears beside the head of a sea god- 
ess, with wings sprouting from her forehead 
on a roman mosaic from Antioch: formerly at 
Dumbarton Oaks and displayed today in the 
Harvard Business School) 


The left arm of Tethys is raised in a surprising 
or greeting gesture, while her large blue eyes 
are turned up toward a figural group. Of this, 
only two hooves are preserved on the panel; 
these could be the front legs of a sea centaur or 
a sea horse {hippocampus} carrying a nereid, or, 
rather, the bull carrying Europa, Zeus disguised 
as a tame white bull abducted the princess Eu- 
ropa and swam across the sea toward Crete, 
where she became the first queen of the island. 
The light color of the animals leg in this mosaic 
could indicate that it is the white bull/Zeus. Fol- 
lowing the design of Roman mosaics, a similar 
figure watching the scene from another side 
could be represented to the right of Tethys, in 
this case her brother/consort, the god Oceanus; 
they are paired as the rulers of the water realm. 


CONDITION 
Reinforced and set in modern frame, cracked areas. 
are consolidated with modern fiL 


PROVENANCE, 
Spink & Son, London, 1947; Ex- James and 
Marilynn Alsdorf collection, acquired in 1947 


PUBLISHED 
Octagon, Spink & Son, London, Spring 1967, p. 15. 


“Tethys and her brother, Oceanus, 
the rulers of the water realm, 
watched as Zeus disguised 
as a tame white bull abducted 
the princess Europa and swam 
across the sea...” 


Ibex necklace 


Roman, 2nd - 3rd century AD. 
Gold 
1:37 cm (45 in) 


This necklace of extraordinary craftsmanshi 
and intricate design is composed of forty 
formed ibex heads, each with long ribbed horns, 
combined with die-formed double lozenges 
above, each with a diamond shaped spacer at- 
tached to one side. On the reverse, each pen- 
dant bead is strung with a horizontal loop-in- 
loop articulated band. The terminats, both with 
ibex heads and double lozenges above, consti- 
tute a hook and loop closure 


CONDITION 
No restorations or repairs; remains of 
‘enerustations in areas on both si 


PROVENANCE 
Ex- private collection, London, 1980's 
private collection, acquired in 1994. 


Female worshipper 


‘Sumerian, 2600-2400 BC. 
Alabaster, lapis lazuli, traces of bitumen 
H:8 em (3.1in) 


The head and the upper torso belonged to a 
statuette representing a female worshipper. 
standing or seated, and dressed in a long gar- 
ment. Her long hair is arranged in elaborate 
hairstyle and bound by a broad band. Her re- 
markable face is oval in shape and is perfectly 
structured with a strong chin, thin lips, large 
‘nose and high cheekbones. The wide-open eyes. 

are surmounted by long arching eyebrows. À 
rich polychromy, resulting from the use of con- 


trasting materials makes the figure look almost 
life-like: intense blue lapis lazuli was used for 
the inlaid eyes, bitumen formerly filled the inci- 
sions for the brows, 


The temale worshippers almost 
“smiling” is a demonstration of her inner spirit 
“and joy. The prominent eyes outlined by long 
eyebrows seem to express the woman's wonder 
at the deity and the adoration felt by the taith- 
{ul towards the superior being. The woman is 
dressed in the so-called kaunakes, a tutted gar- 
ment draping over her left shoulder, which was. 
probably the archetypal ceremonial garment in 
the Mesopotamian Bronze Age. A large number 
ol male and female figurines were commis- 
sioned and dedicated to various deities as a tes- 
timony ol their faith. They were arranged in the 
temples for a constant presence near the deity. 


CONDITION 

‘Surface weathered, covered with dark deposits; 
some encrustation in places: chips along the 
breaks, on left shoulder and on the lower back of 
hairstyle; a crack crossing the chest. 


Ex: collection Joseph Ziadé, Lebanon, 1950's. 
Imported to the US, é March 2001. 


“She is dressed in the so-called 
kaunakes, which was the archetypal 
ceremonial garment in the 
Mesopotamian Bronze Age...” 


Black-figure neck amphora 
With lions, boars, and a waterbird 


Attributed to the Antimenes Painte 
Greek, Attic, ca. 530 BC 
Terr 


H: 395 cm (15.6 ir 


PUBLISHED 


“Samuel Rogers also owned a second 
vase of this type, now housed at the 
Metropolitan Museum of Art, New York 
(64.11.12). Conceivably the two were 
found together...” 
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Armlet 


Central Europe, Bronze Age, ca. 1300 B.C. 
Bronze 
H:293 cm (ILS in) 


The pure geometric motif is combined in this 
piece with high precision of modeling. The direct 
use of such work is not known; it was described 
as shoulder-guard, wrist-guard, or arm-guard 
This armlet was designed for the Left arm and, 
most probably, made a pair with a right one 
Executed by repeated hammering with anneal 
ing. the thick bronze wire is square in cross 
section. The concentric spiral forms a perfectly 
discoid shape which terminates in central plate 
(the Latter was made separately and affixed at 
the back]; it is thought that the spirals served 
to deflect the blow of a sword. The spiral finials 
of fibulae or wire-spirals as bracelets, made of 
bronze or gold, wire were popular designs in the 
jewelry of the European Bronze age. This arm: 
let employs the same design on a monumental 
scale; the piece is considerably heavy but the 
spiral preserves a complete flexibility. 


À more reasonable hypothesis would be that 
such objects had a ceremonial and decorative 
purpose, as “parade weapons”, or that they 
were used exclusively in the funerary sphere 
At a time when bronze was still rather rare and 
hard to work, owning a piece such as this one 
with its massive weight and size, would have el 
evated the social status of its owner: only the 
noblemen, or the princes, would have been able 
to commission such extraordinary armlets. 


CONDITION 
Complete; dark green patina, 


PROVENANCE 
Ex- KJ. Hewitt collection, UK, late 19608; Ex 
private collection, acquired on the London art 
market, 1994 


us. 
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Dog of Gula, goddess of health 


Old Babylonian, ca. 1900-1584 RC 
Limestone with traces of pigment 
1:975 cm (39 in) - H: 51 cm (25 in) 


This majestic dog strides with confidence and 
grace with his long tail poised behind him Wear 
ing a braided collar that still bears traces of its 
original dark red pigment, this animal possess- 
es a sense of strength and quiet power. His body 
is muscular and taut, and the proportions of the 
animal are refined. The facial features, includ- 
ing the wrinkles of his muzzle and folds of skin 
around his neck, are stylized, adding to the aes- 
thetic appeal of this work of art. The type of dog 
depicted is most likely a mastil the type of dog 
often depicted in Old Babylonian art. 


This magnificent relief was probably part of a 
Large architectural complex, such as a religious 
altar or shrine, due to the sacred nature of the 
dog in Ancient Near Easter religion, In turn, the 
monumental scale of this relief as well as the 
refined execution and composition, suggest that 
this was a commission of the highest order. It 
most likely represents the personification of 
Health, as the dog often stood as substitute to 
the actual depiction of the goddess of Health, 
Gula. As this is a fragment of a larger scene, 
Gula herself may have accompanied this pow- 
‘erful beast, an animal that certainly embodies 
physical pertection and prowess. 


CONDITION 
Reassembled trom two parts la vertical junction 
across neck/chest areal; surface weathered and 
chipped; a large dent on the lower part of belly: 
traces of dark-red color over the plaited leash. 


PROVENANCE 
Ex- private collection, Italy, acquired before 1940; 
Importe to the US in 200 


a 


Aidos, goddess of modesty 


Greek, Hellenistic, 3rd - 2nd century BC. 
Marble 
H: 157 m (516 N) 


In Greek mythology, Aidos, daughter of Pro- 
metheus, was goddess of modesty, also per- 
sonifying respect, reverence, and humility - the 
qualities that restrain men from wrongdoing. 
‘There were altars dedicated to her, and in D 
scription of Greece, (3.20.10-11), Pausanias 
mentions an image of Aidos at Sparta in Li 
‘daemon and tells the story that the image was 
de by Icarius in memory of his daughter, 
Penelope, leaving the father to join her new hus- 


‘band, Odysseus. In a difficult and heartbreaking 
moment, when the loving father, following th 
chariot, begged her to stay, the husband “bac 
Penelope to accompany him willingly, or else, 
if she preferred her father, to go back to him, 
‘she made no reply, but covered her face with 
a vell 


Following a Classical sculptural tradiion, the 
goddess is richly draped in a chiton, a long 
tunic, and a himation, or mantle, “wrapped in 
White robes”, as described by Hesiod [Works 
‘and Days, 170 1). The mantle wraps her body in 
voluminous folds of cloth as it hangs down and 
envelops the chiton beneath. The figure’s un- 
draped right arm extends across her body and 
her gracetully positioned hand holds the 

ry of the himation in place. With her raised lett 
arm and hand, she would have held the mantle's 
edge covering her head as a veil. The woman 
stands upon a base with her weight placed on 
her lett leg; she wears sandals and both of her 
feet are visible from beneath the folds of the 
Chiton that drapes over them. 


er 


“Aidos, was goddess of modesty, 
and personified respect, reverence, 
and humility - the qualities that 
restrain men from wrongdoing...” 


The style and quality of this gorgeous marble 
sculpture recalls the statue of the goddess of 
justice, Themis, the daughter of Uranus a 
Gaia which stands in the National Archaeologi- 
cal Museum, in Athens [Accession number 2311. 
Marble statues of this size were typically re- 
served lor the divine, although this statue could 
also belong to a to a particular and important 
type of Late Hellenistic sculpture representing. 
veiled female figures, which had a wide range 
across the Mediterranean region in the Hell 
nistic and Roman periods. The intended pose 
el the sculpture, with one arm and hand across. 
the body and the other lifted up toward the veil, 
is the so-called pudicitia (Latin, modesty] pose 
that may have been intended to convey the 
‘modesty and virtue of the portrayed person. 
The sculpture may also depict a mortal wom- 
an and could have functioned as a religious or 
civic dedication since honorific statues of wom- 
en could be placed in sanctuaries or secular 
settings. 


CONDITION 
No modern restorations: the head and most part 
ol the lelt arm with hand are now lost; surface 
weathered; Large chips in places; a piece of the 
{old below the right hand is reattached; abrasions, 
fractures in places; a deep vertical fracture on the 
upper back, 


PROVENANCE 
Ex- European private collection, Germany, prior to 
2000; Gorny and Mosch, Auction 105, Munich, 

10 October 2000, Lt 2078. 


PUBLISHED 
Gorny and Mosch, Auction 105, Munich, 10 October 
2000, lot 2078. 
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Iridescent perfume flask 


CONDITION 


21 Black glazed pelike 


A BC 


jot- CONDITION 


22 


Glass pitcher 


Roman, ca. 6th century AD, 
Glass 
H:127 cm 


in) 


This clear, light-green blown glass pitcher has 
a single green tubular thread handle with a 
thumb-rest at the rim; the decoration is com 
pleted with fine dark-blue thin threading around 
the neck. 


Glass making technique in antiquity originated 
in the second millennium B.C. in Egypt and Me: 
‘opotamia and progressed from core-molding to 
mold-pressing and glass-cutting, subsequently 
16 free-blowing and mold-blowing. With a ver 
satlity like no other known material in Roman 
times, abundant availability, lightness and ease 
of use, glass enabled the imitation of à wide 
range of other materials especially precious 
metals or stones], whether in the form, the 
design or the color. Furthermore, the ancients 
certainly knew that glass is a chemically neutral 
substance, what makes it particularly suitable 
for the storage of food, but also of cosmetics or 
pharmaceutical products, 


CONDITION 
No restorations or repairs: surface cleaned: minor 
remains of deposits 


PROVENANCE 
Ex- US private collection, acquired in New York, 
1998. 


EXHIBITED 


Museum of Fine Arts, Houston, 2 June - October 
2002. 


23 Osiris > 


Osiris, the god of fecundity of the u ur 
the guardian of the order of the xs % 

the cyeles of nature, the rul 

orld, which e the seeds of life, and, at = = 
the same time, the protector of the d 


ta wham he would promise life alter 


rapped in a shroud that perfectly hugs t 
tours of his body, which proportions are 
and elegant. In his hands, he holds the fa 
(the nekhekh scepter, vis 
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Relief of Nefertiti 


Egyptian, New Kingdom, Dynasty 18, Amenhotep IV, ca. 1358-1354 BC. 
Sandstone with pigment 
H: 16 cm (62 in) — L: 26 cm (102 in) 


This sandstone relief of Nefertiti is a fragment 
‘of a talatat, a cut masonry block commonly used 
as building material in the early years of Amen- 
hotep IV's reign, The exquisite reliefs adorning 
the talatat of temples built by Amenhotep IV at 
Karnak are believed to have prominently fea- 
tured the royal couple, Amenhotep IV and his 

~ wile Nefertiti, presiding jointly over religious 

& ceremonies. 


‘She is depicted here in a manner quite diller- 

N ‘ent from the traditional canons of Egyptian art, 
with an attenuated neck, long, narrow chin jut- 
ting forward, and eyes that are narrowed to an 
‘unrealistic degree. Furrows mark the area near 
her mouth, and her skin appears to be pulled 
taut, resulting in rather gaunt looking cheeks. 
‘She wears the Nubian wig for which she was 
known, in this case it is shown with five rows 
‘of echeloned curis, and the weight of the wig 
seems to counterbalance the extreme degree to 
which her chin juts forward, The larger of the 
two carved lines to the right 
raised in adoration of or offer 


CONDITION 
No restorations or repairs: surface weathered and 

‘chipped behind the head; a few deep dents on both 

sides; three modern holes on the back for mounting 
filled with plaster. 


PROVENANCE 
Ex- Paul Mallon and Milton Girod collection, 
acquired in 1958. 
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